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PREFACE. 


The  varied  series  of  exercises  contained  within  this  work  are  designed  to  furnish,  along  modern  lines  and  in 
concise  form,  a comprehensive  and  thorough  basis  of  technical  study  for  piano  students. 

The  author  has  carefully  endeavored  to  avoid  the  use  of  any  superfluous  material,  and  to  so  arrange  the  va- 
rious sections  of  the  work  as  to  render  the  exercises  of  greatest  practical  value  for  pupils  from  the  junior  to  the  highest 
grades  of  piano  playing. 

Throughout  the  book  the  studies  generally  are  presented  in  a uniform  key,  with  the  object  of  encouraging  in- 
structors to  require  from  their  pupils  a methodical  course  of  transposition  into  remaining  keys,  thus  in  every  way  en- 
hancing the  technical  value  of  the  exercises  besides  developing  the  intellect  of  the  pupil. 

Scales  and  Arpeggios  are  treated  somewhat  in  detail  in  a special  section  of  the  work,  with  regard  more  particu- 
larly to  the  requirements  of  students  preparing  for  examinations  in  practical  music,  as  well  as  supplying  teachers  with  a 
conveniently  classified  book  of  reference  fully  covering  this  most  important  part  of  technical  routine. 

Toronto,  May  1900.  s A.  S.  VOGT. 


Preface  to  Second  Edition. 


The  very  encouraging  reception  accorded  the  first  edition  of  this  book  may  be  regarded  as  an  indication  of  an 
existing  demand  for  a work  embodying  every  variety  of  technical  material  logicallyand  systematically  classified.  A 
number  of  special  exercises  have  been  added  to  this  edition,  and  the  work  generally  has  been  carefully  revised. 

It  is  suggested,  for  advanced-pupils,  that  a judicious  selection  of  supplementary  technical  etudes  be  employed  as 
the  teacher  may  direct. 

Pischna's  Technische  Studien,  {.Steillgrdber  Edition)-,  Wiehmayer’sSchuIederF'inger-Technik,  Ufitil.  Schuberth)-, 
Theodor  Kullak’s  Seven  Octave  Studies,  Op.  48.Vol.II,  as  revised  by  W.  H.  Sherwood  [Hatch  J/».wcC9)  and  selections  from 
dementi's  Gradus  ad  Parnassum  are  specially  recommended. 

Toronto,  April  1901.  g VOGT 


Preface  to  Third  Edition. 


A number  of  special  exercises  have  been  added  to  the  section  of  exercises  for  stationary  hand  and  for  moving  hand 
respectively,  and  a thorough  revision  has  been  made  of  the  scales  and  arpeggios,  rendering  the  last  named  section  of  added 
practical  value  to  candidates  for  examination  in  piano  playing, in  connection  with  the  local  centre  and  higher  examinations 
of  the  existing  leading  musical  examining  bodies. 


Toronto,  July  1903. 


A.  S.YGGT, 
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MODERN  PIANOFORTE  TECHNIQUE. 
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EXERCISES  FOR  CULTIVATING  INDEPENDENCE  OF  THE  FINGERS. 
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*)  The  unemployed  fingers  should  rest  silently  on  the  surface  of  keys  represented  by  whole  notes.  When  it  is  desired  to  vary 
the  practice  by  holding  down  the  whole  notes  they  should  be  pressed  down  and  held  but  not  sounded. 


Entered  according  to  Act  of  the  Parliament  of  Canada  in  the  year  1900 -by  WHALEY,  ROYGE  & C?  at  the  Department  of  Agriculture. 
U,  S.  Copyright  1900  by 'Whaley,  Royce  c?  C9 
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EXERCISES  WITH  STATIONARY  HAND. 

The  importance  of  systematic  practice  of  five  finger  exercises  as  a.  medium  for  developing  flexibility  and  endurance  in 
execution'  cannot  be  overestimated. 

In  the  following  studies  the  most  careful  attention  should  be  paid  to  details  of  accentuation  as  is  naturally  suggested  in 
the  vanous  examples.  Properly  qualified  teachers  will  not  neglect  to  directtheir  pupils  to  employ  the  various  kinds  of  touch 
(legato,  staccato,  portamento  etc.)  and  progressively  and  systematically  to  vary  the  degrees  of  tone  and  speed  throughout  in’ 
repetitions  of  the  exercises, which  should  be  played  in  all  major  keys  with  the  same  fingering 


Exercises  for  Two  Fingers. 


• 

• -1-  2-  Kh  f 

\f  + 

1 

% 

4 S 

NQ£E:_  Because  of  the  natural  weakness  of  the  fourth  and  fifth  fingers  special  attention  should  be  given  to  their  develop- 
ment in  the  employment  of  the  exereises  in  this  and  other  sections  of  the  work. 


U.  S*  *900  hy  WHALEY,  ROYfiE  * C? 
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*) 


'I  he  above  examples  in  notes  should  be  utilized  as  exercises  in  velocity  and  repeated  at  the  highest  possible  rate  of  speed 
consistent  with  evenness  of  touch)  up  to,  but  not  beyond,  the  first  indications  of  fatigue  in  the  hand . 

W.  R.&C977I 
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Supplementary  exercises  specially  designed  to  develop  strength  and  flexibility  in  the  weaker  fingers.  These  examples  should 
also  each  be  transposed  into  several  other  keys. 


W.  R.  &C9771 
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EXERCISES  IN  PAIRED  NOTES. 


The  tendency  which  so  frequently  manifests  itself  to  play  thirds -and  other  paired  notes  one  after  the  other  must  be  care- 
fully guarded  against.  Properly  directed  and  persevering  study  in  this  important  section  will  have  a most  beneficial 
effect  in  equalising  the  touch  and  cultivating  firmness  and  precision  in  attack. 


W.R.*G?m 
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EXERCISES  WITH  MOVING  HAND. 

Tin,  rang.!  of  these  studies  should  bo  extended  through  severs!, > claves  of  the  key-board  with  the  inrae  fingering  in  nil 
major  keys. 


r.  S.  Copyright  1900  by  WHALEY,  ROYCE  & C? 
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EXERCISES  IN  GROUPED  NOTES  WITH  MOVING  HANDS. 


u.  S.  Copyright  1900  hj  WHALEY,  ROYCE  &C? 
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EXERCISES  PREPARATORY  TO  SCALE  PLAYING. 

\\  hen  the  student  has  acquired  a reasonable  degree  of  independence  in  fingering  and  evenness  of  touch,  the  exercises  in 
this  section  may  be  taken  up.  The  acquirement- of  thorough  freedom  in  the  action  of  the  thumb  is  indispensable  to  smooth  and 
facile  execution  in  the  playing  of  scales.  Careful  attention  to  detailed  practice  in  the  passing  of  the  thumb  is  therefore 
earnestly  recommended. 


il.  s.  Copyright  1900  by  WHALEY,  ROYCK  * C" 
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NOTE:  „ The  above  examples  should  be  played  in  every  major  key  with  the  same  fingering. 
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EXERCISES  IN  BROKEN  AND  SOLID  CHORDS 
WITH  STUDIES  IN  ARPEGGIO  PLAYING. 

Th»  examples  on  this  page  should  be  practiced  in  all  major  and  minor  keys  with  the  same  fingering. 


U.  S.  Copyright  100O„fcy  WHALEY,  ROYCE  & C9 


36 

ftjfr/ 1 hai  d *0^0vv*n£  uubi'aekefed  examples  are  designed  more  specially  for  practice  with  separate  hands. 


Left  hand. 


R.H. 


W.  R.«C??7J 


1 2 ^ 
B.ff.  a 1 -g- 


8.  f q»g3.2i3 

» * g f I 4 5 4 8 .1 
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) This  fingering  will  be  found  useful  practice  if  adapted  to  all  major  and  minor  keys. 


4 1 4 


W.  R.  * 09  77i 
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The  following  eight  models  should  be  practiced  in  all  major  and  minor  keys  with  appropriate  fingering. 

1-  ^ ^ 8 . 


5. 


NOTE.  - For  the  fingering  of  Arpeggios  of  the  common  chord  in  all  keys,  observe  section  of  this  work  beginning  at  page  55, 

which  is  devoted  to  Scales  and  Arpeggios  in  detail. 

The  Dominant  Seventh  Chord. 


<9). 


13  4 5 


2 1 


The  order  of  fingering  presented  in  the  accompanying  example 
should  also  be  systematically  practiced  in  various  keys.-  _ 

♦>  . * . l!h\ ffa1  ' ® 
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) With  tne  same  fingering  in  all  keys.  In  the  regular  routine,  however,  when  a position  ofthe  Arpeggios  begins  on  a black 

i67!  cf  SeC°nd  f"lp:er  '1P'm  ,he  8ame  Wllen  undertakine  ™ upward  progression  in  the  right  hand  or  a downward  with 

theleft.  In  each  case  the  first .finger  should  take  the  first  white  key  in  the  Arpeggios  and  the  other  fingers  should  be  placed 
m their  consequent  natural  order  upon  succeeding  keys.  ! 


<388  1 4. 


2 _•> 


The  following  eight  models  should  be  practiced  in  all  keys  with  appropriate  fingering  as  indicated  in  foregoing  remarks. 


W.  R.  & C?  771 
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Seventh  Chord. 


The  following  four  exercises  should  be  practiced  through  all  chords  of  the  Diminished  Seventh  with  appropriate  fingering. 


5 


WR.*C?7M 


4a 


EXERCISES  IN  ALTERNATING  FINGERS  ON  THE  SAME  KEY. 


2 13  1 


2 1 SI 


a i 5Tti 
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Besides  the  finger  marks  given  in  preceding  examples  additional  value  will  b©  lent  the  exercises  by  introducing  every  pos- 
sible variation  in  the  fingering.  As  an  instance  the  example  included  in  the  second  brace  on  the  preceding  page  maybe  va- 
ried by  using  the  second  and  third  fingers  _ also  the  third  and  fourth  and  finally  the  fourth  and  fifth  throughout. 


IR.&C?  m 
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In  this  section,  as  in  others,  it  is  recommended  to  transpose  all  diatonic  examples  into  every  major  key  with  the  same 
fingering. 


W.  R.  & C9  771 


i b TRILL  EXERCISES. 


* if 

-J-  ■*- J-*- 

tJ- — 9 m rtii  h-9  J -4—^-9—J-0—4-0—F-  0 jT  0 w - m 'r  m 

5 4 
§:  3 

■J...— l i i i i i r — r 

■ i*1  mi  i i1  H'.UII-'f  ■■  £ 

4 3 

The  above  examples  to  3>s  practised  in  all  keys  with  the  same  fingering. 
U.  S,.  Copyright  MOO  by  WHALEY,  HOYCE  & C?  W.  R.  & C?  771 
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EXTENSION  EXERCISES. 


t 2 3 4 5 4 3 2 


>8  3 4 8 4 3 2 


The  abova  examples  should  be  played  in  all  keys  with  the  same  fingering  Teachers  will  a)™  di.,,  t -i  ■ e 
special  finger  gymnastics  designed*,  develop  and  increase  the  expansion  ofthe  hand.  P'li’  >'»he  practice  of 


U.  3.  Copyright  1900  ti}- WHALEY, HOYCE.*C» 


W.  R.*  09771 


EXERCISES  IN  SKIPS.  47 

In  skipping  from  oho  note  to  another  ears  should  be  taken  to  attack  from  directly  above  the  keys  and  not  from  the  side. 


^ — I— 

-£ 

= 

«► 

*— Ijr- 

— 

+:)  To  be  played  in  ©vary  key. 

■U.  s.  Copyright  by  WHALEY,  EOYGS  A 09 
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EXERCISES  IN  CHANGING  HANDS. 

Notes  withupstems  to  be  played  with  the  right,  down  stem  notes  with  the  left  hand. 


«f=| 

rmlMiiii . JTrr-i 

+)  To  be  played  in  all  keys  with  the  same  fingering.  **)  These 
S'  Cnpj-rJght  1900  by  WHALEY,  HOYCK &C1  w.  R.  * 09  771 


out  the  compass  of  the  keyboard.  " ” ' " ““  ™™raat,c  scale  examples  may  be  extended  through- 
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FOUNDATION  EXERCISES  IN  OC  I AV  E PLAYING. 

For  the  acquirement  of  facility  in  octave  playing  a systematic  cultivation  of  lightness  and  endurance  in  the  action  of  the  wrist 
is  absolutely  mdispensible.  AH  tendency  to  stiffness  of  the  arm  and  wrist  should  be  overcome  and  carefully  avoided. 


Special  attention  should! be  given  to  the  development  of  the  first  and  fifth  fingers  as  regards  their  relatiop  to  octave  playing. 


u.  S.  Copyright  1900  by  WHALEY,  ROYCE  & CO 
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NOTE:.  The  example,  here  given  should  first  be  played, as  written, in  quarter  notes,  staccato,  followed  by  repetitions  of  each 
quarter  not®  successively  as  eighth  notea,  triplet  eighth  notes,  sixteenth  notes  and  finally  in  groups  of  ssxtolets. 

«r)  I 


*)  To  be  practiced  in  all-  keys. 

The  following  example  should  also  be  transposed  into  every  major  and  minor  key. 


* l * * 1*  * I 

..J  V L'l  '[  ij  i]  [j  n 'l  n 1 I r-r  1 m] 

' ♦ 4 -d  11 

k k 

?i  pBa^,  r || 

».#.  ^3  3-^3  *♦  i 3»  :» 

+ : 
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Other  positions  of  the  Broken  Chords  shouldbe  practiced  in  the  , 

accent  the  last  note  of  each  figure  as  in  the  diatonic  examples  given  above  TT  ^ "!  “|S°  ^ f<Mnd  “e”5ful 

rapidly.  It  is  also  recommended  to  vary  the  exercises bv altering  the  -a  ’ 06  notesto  1,8  P>aya<l  very  lightly  and 

note  of  each  figure  and  playing  the  remaining  notes  with  all  possible  an  Id"  ®““ent  glvlIls  sP8cfaI  •mphasia  to  the  first 


W.R.  *09771 
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The  Scales  here  given  will  serve  to  suggest  convenient  fingering  for  all  other  Seales,  major  and  minor.  Legato  octaves  may 
also  be  practiced, both  in  diatonic  and  chromatic  passages,  with  the  first  and  fifth  (f)  fingers  only,  by  adroitly  shifting  the  hand 
from  on8  octave  to  the  other  without  change  of  fingers.  It  is  also  recommended  to  practice  regularly  the  jwrm  touches  in  all  major, 
minor  and  chromatic  scales  and  broken  chords. 


W.R,*G?T71 
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Modern  Pianoforte  Technique. 


A.  S.  VOGT. 

SCALES  AND  ARPEGGIOS. 

I*  or  a thorough  understanding  of  the  Scales  and  Arpeggios  the  pupil  should  be  taught  their  theory  as  well  as  their  prac- 
tical execution.  Teachers  should  always  insist  upon  the  memorisation  of  all  Beales  and  Arpeggios. 

As  facility  is  acquired  the  scale  should  oe  practiced  iE  every  variety  of  speed,  tone,  touch  and  accentuation.  For  beginners 
the  following  form  of  the  scale  will  be  found  beneficial  practice:-. 


Following  the  st\idy  of  the  ordinary  unrhythmized  forms  of  the  scales,  a systematic  course  of  practice  in  accentuation  in 
various  rhythms  should  be  taken  up.  In  accenting  the  first  of  each  group  of  three  notes,  the  compass  of  the  movement  may 
be  limited  to  three  octaves.  In  groups  of  four  notes  the  compass  should  be  extended  to  four  octaves.  Groups  of  six,  eight 
and  nine  notes  respectively  should  also  be  practiced  in  all  keys.  Groups  of  six  notes  may  extend  through  three  octaves 
played  twice  through,  and  groups  of  eight  notes  through  four  octaves  also  repeated  once.  In  groups  of  nine  notes  the  scale 
should  be  played  through  three  octaves  three  times,  ascending  and  descending. 

The  following  examples  will  serve  as  models  of  scales  accented  in  groups  of  three  and  four  respectively. 
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In  order  to  economize  apace  the  Scales  in  contrary  motion  are  omitted  from  this  work.  They  should  however  be  practiced 
in  various  forms,  the  fingering  to  agree  with  that  indicated  in  the  scales  as  given  in  corresponding  forms  in  similar  motion. 
The  following  examples  will  serve  as  models  in  C-Major:_ 


Beginning  with  the  Sixth. 


in  double  Thirds,  eonflrjl^  “ The  Mowing  fo™  of  flaring, 


? 


W.R.&C'.'77I 


The  following  two  models  should  also  be  practiced, with  appropriate  fingering,  in  all  keys:_ 

Ascending  in  Tenths  and  descending  in  Sixths.  8 — 
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Ascending  in  Sixths  and  descending  in  Tenths. 


Besides  practicing  the  scales  with  different  effects  in  gradations  of  tone  (light  and  shade)  and  with  crescendo  in  ascending  and 
decrescendo  in  descending,  it  is  strongly  recommended  to  practice  with  different  qualities  of  touch  in  the  two  hands,  i.  e.  staccato 
in  the  right  with  legato  in  the  left,  and  the  reverse.  Other  varieties  of  touch  may  also  be  used  in  like  manner.—.  All  scales 
should  likewise  be  practised  in  staccato  and  legato  octaves  and  with  the  various  arm  strokes,  etc. 

A thorough  daily  practice  of  the  following  example,  transposed  into  all  keys,  is  recommended  fbr  pupils  of  the  middle  and 
higher  grades  with  regular  scale  practice:  — 


Sfeb* 


W.B.&C9  7?i 
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Similar  motion. 

(In  Octaves.) 


MAJOR  SCALES. 

Scale  of  C- Major. 


The  methods  adopted  throughout  this  work  for  the  fingering  of  scales  in  Tenths  and  Sixths  will  be  found  the  most  convenient 
forms  for  the  purposes  of  memorization  by  candidates  preparing  for  examinations  in  practical  music.  If  desired,  the  first  two 
degrees  of  the  scale  in  Tenths  (C  and  D)  may  be  played  in  the  right  hand  before  the  left  hand  begins.  The  same  may  also  be  done 
in  Sixths,inthe  left  hand,  before  the  right  hand  begins. 

■ ‘i  3 1 

In  Thirds.*1 


+)  The  fingering  of  scales  in  Tenths  is  identical  with  that  of  Thirds,  the  npper  part  being  taken  an  octave  higher  than  in  Thirds. 


In  Sixths. 


In  double  Thirds? 


In  double  Sixths?* 


U. S.  Copyright  1900  liy  WHALEY,  ROYCE  SC" 


+)  Double  Thirds  and  double  Sixths  should 

also  be  practiced  in  broken  form,  thus:  _ Thirds. 


T.B.iC'Ill 
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i/ 


Arpeggios  of  the  Common  Chord  in  C- Major. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  C- Major. 


When  the  hands  are.  practiced  together  the  left  hand  may  be  taken  either  one  or  two  octaves  lower  than  the  right. 
+)  See  note  on  page  68  referring  to  alternative  fingerings  for  awkward  intervals  in  arpeggios. 


Scale  of  G-Major. 


In  Thirds 


In  Sixths. 


w r.  * c»  771 
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In  double  Thirds. < 


' 5 ? 1 


i ;;  a-Lj  •? 


I 4 


3 1 * I 


In  double  Sixths. 


..  3 4 | 
2 t 1 4 


. 5 3 4 | 4 3 

liUMsi  aiii.o 


! I » Ujt | 


2 ! ; 4 3 5 


! I 5 •»  ; T 


ft.  IT. 


Arpeggios  of  the  Common  Chord  in  ft-Mujo  r. 

First  Position.  [/  Second  Position. 

- 5 . 

2 j , 2 


Third  Position.  . 

. sJ  • i- 


’ 3 i a 


W.  R.  *09  771 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


6a 


Arpeggios  of  the  Common  Chord  in  D-Major. 

First  Position.  5 ^ Second  Position. t Third  Position. 

, 4 Id 


Arpeggios  of  the  Dominant  Seventh  Chord  in  D-Major. 

71. H.  First  Position.  Second  Position.  4 


Scale  of  A- Major. 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 
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In  double  Sixths 


Arpeggios  of  the  Common  Chord  in  A- Major. 

First  Position.  Second  Position.  Third  Position. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  A-Major. 

First  Position.  5 Second  Position. 


B'N.  Third  Position. 


Fourth  Position. 


L.E.  5 


IR.*C?  771 
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Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 
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Arpeggios  of  the  Common  Chord  in  E-Major, 


Arpeggios  of  the  Dominant  Seventh  Chord  in  E-Major. 


In  Thirds. 


In  Sixths. 


TVCE.*C“771 
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In  double  Thirds.  ■ 


f)  u « i j j i.i*j  i *#■#»■]►  r'T' 

f s 

1 

J 

2 | 

j gS  ‘ 1 3 ’ *?  ’ ! 3 

4 3 |*5 

4 ^ 

r i ^ 

3 3 

I 

3 

^T"!  J 2 

i i * 

3 S 

( 


Arpeggios  of  the  Common  Chord  In  B-Major. 


W.  R.  & 09771 
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Similar  motion. 

(In  Octaves.) 


In  Sixths. 


W.R.*C?771 


(iS 


Arpeggios  of  the  Common  Chord  in  Pjf-Major. 

First  Position.  Second  Position.  Third  Position. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  F#-Major. 


Seale  of  Db-Major. 


71 


Arpeggios  of  the  Common  Chord  in  Ab-Major. 

First  Position.  Second  Position.  Third  Position^ 


l.H. 


ft  ff  First  Position. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  Ab-Major. 

Second  Position. 


In  Sixths. 


W.  R.  & C?  771 
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Arpeggios  of  the  Common  Chord  in  EkMajor. 
R H.  Position.4  Second  Position. 


W.  R.  *C"7?I 
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Arpeggios  of  the  Common  Chord  in  Bb-Major. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  Bb-Major. 


Scale  of  P- Major. 


In  Thirds. 


In  Sixths. 


75 


Arpeggios  of  the  Common  Chord  in  P- Major. 


Arpeggios  of  the  Dominant  Seventh  Chord  in  I -Major. 


W!R,*C?  771 
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fin  Octaves.) 


In  Thirds. 


MINOR  SCALES. 

Scale  of  A-Minor.  (Melodic.) 


In  Sixths. 


In  doubie  Thirds. 


In  double  Sixths. 


R.M. 


_.  ...  Arpeggios  of  the  Common  Chord  in  A-Minor. 

First  Position.  Second  Position.  Third  Position. 


D.S.  Copyright ISIOO Jiy  WUAI.K Y,  ROYfiE*C? 
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MINOR  SCALES. 


77 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


» 3* 


53  t * 1 


In  double  Sixths.  ■ 


. .T  \ 4 s 

1 £ 4 s 5 


2 1 2 S 4 
5 4 5 


5 4 | 1 .. 

5 4 | 1 1 „ , 

5 S 4 S 7",  1 
6 4 | 4 


Arpeggios  of  the  Diminished  Seventh  Chord  in  A-Minor. 


W.  R.  * C?  771 


Scale  of  E- Minor.  (Melodic.) 


78 


Similar  motion. 

(Ill  Octaves.) 


Arpeggios  of  the  Common  Chord  in  E-Minor 


W.  R.*C?77I 


Scnle  o!  E- Minor.  (Harmonic.) 


In  Sixths. 


In  double  Thirds, 


In  double  Sixths. 


4 s k 3 3 3 f, 

t-  3 . . „ \3/ 

Ittflil  t S»,  III?  5, 


Arpeggios  of  the  niminished  Seventh  Chord  in  E-Minor. 


80 

Seale  of  B- Minor.  (Melodic.; 


In  Thirds. 


In  Sixths. 


W H.  * 09  77! 


Scale  ol  B-Miaor.  (Harmonic.) 
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Arpeggios  of  the  Diminished  Seventh  Chord  in  15 -Minor. 


83 


Scale  of  Fif-Minor.  (Melodic.) 


In  Sixths. 


In  double  Thirds. 


Arpeggios  of  the  Common  Chord  in  Fit-Minor. 
,t,on-  Second  Position.  Third  Position. 


\V.  11.  *C“77t 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


In  Sixths. 


Scale  of  F$-Minor.  (Harmonic.) 
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In  double  Thirds. 


In  double  Sixths. 


4 S 1 5 4 


* n 3 jjj  5 4 5?  1 Si  *£»£££ 

n u ft  1 * 2 i ag  1 rrw  FrF 

L 1-  L t»  r f^fef 

I 2 1 » 4 o ST54 

* 1 ? 5 4 L1  2l3 

pHiLI  1*  ff  lii*  * psa*^  f - 

[ - J j « *-1^^  UP  ^ 

HHn  1 i 8 « f f 4H!  * » 5 » 1 f ‘ 5 U fW  1 

Arpeggios  of  the  Diminished  Seventh  Chord  in  1 2- Minor. 
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Similar  motion. 

(In  Octaves.) 


Scale  of  Cjj-Miuor.  (Melodic.) 


In  Thirds. 


W.  R.  * C9771 


Scale  of  Cjt-Minor.  (Harmonic.) 
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Similar  motion. 

fin  Octaves.) 


Iii  double  Sixths. 


Arpeggios  of  the  Diminished  Seventh  Chord  in  Cjj-Minor. 


w.  r.*g?  nt 
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Smile  of  Git-Minor.  (Melodic.) 


TC  H.  « CO  771 


Scale  of  Gtt-Minor.  (Harmonic.) 


Arpeggios  of  the  Diminished  Seventh  Chord  in  Gtf-Minor. 


LH. 


W.  R.  & C<* 771 
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Similar  motion 

fin  Octaves.) 


f Scale  of  Djf- Minor.  (Melodic.) 


In  Thirds. 


In  Sixths. 


In  double  Thirds. 


3 3 1 1 


In  double  Sixths. 


4 i I y 


J 5 A&hfc  hi|i  i 


"l  1 I « 3 4 


5 J Cl  * s i * J 


5 4 i ~1  5 

* 5 ft  h 


Arpeggios  of  the  Common  Chord  in  D#-Minor. 

First  Position.  Second  Position.  g Third  Position?  g 

, Nielli 


LIT. 


1 The  Scale  of  Eb-Minor  is  omitted, being  but  an  enharmonic  change  from  D$„ 

W.  R.  & C9  f 71 
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Scale  of  Djf-Minor.  (Harmonic.) 
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Simitar  motion. 
, (In  Octaves.) 


Ill  Thirds 


In  Sixths. 


T1  4 4 1 ‘ 2 1 

e®3Ss*  . - 

la  douMe  Thirds. 
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In  Sixths . 


Arpeggios  of  the  Common  Chord  in  H>- Minor 


W.  R.  * C9  77! 


Similar  motion 

(In  Oetuves.) 


In  Thirds. 


Scale  ot  Bk-Minor.  (Harmonic.) 
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Iii  Sixths. 


In  double  Thirds 


? H 


(I) 


In  double  Sixths. 


o 4 g 

5 tJLui  4 5 1 

2 1 1,2  * 


f 5 , , 2 M 4 


* i*  1 | 4 3 11 


I o 1 S 4 5 


Arpeggios  of  the  Diminished  Seventh  Chord  in  Bk-Mlnor. 

R.ff.  'First  Position.  Second  Position. 


4 5 i 2 1 
4 5 3 


na 


Scale  of  F-Minor.  (Melodic.) 


In  double  Thirds. 


In  double  Sixths. 


= 1 i 3 


Arpeggios  of  the  Common  Chord  in  F-Minor. 

B.H.  First  Position.  Second  Position.  Third  Position.  5 


W.  R.  * C?  771 


Scale  of  F- Minor.  (Harmonic.) 
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In  Thirds. 


In  Sixths. 


In  double  Thirds. 


In  double  Sixths. 


Arpeggios  of  the  Diminished  Seventh  Chord  in  F-Minor. 


04 


Seale  of  C-Minor.  (Melodic.) 


Similar  motion. 

(In  Octaves.) 


In  Thirds. 


W.  R.  a 09  7? ' 


W.  R,  & G?  77! 
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Scale  of  G- Minor.  (Melodic.) 


Arpeggios  of  the  Common  Chord  in  d-Minor. 


W.  E.  * Cn  77! 


Scale  of  G“ Minor.  (Harmonic.) 
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Scale  of  D-Minor.  (Melodic.) 


Arpeggios  of  the  Common  Chord  in  D-Minor. 


In  Thirds. 
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CHROMATIC  SCALES. 


The  fingering  given  above  may,  by  rensrrn  of  its  similarity  fon  both  hands  be  regarded  as  the  standard  nth.  f • v 
™ H“-"d  H l»  « hy  every  thorough  K? 

fitably  employed.  See  examples  on  pope  lot.  3 toanoesineymnybemoetpro- 

\V.  R.  * 0«  771  0.  S.  Copyright  1S00  by  WHALEY,  ROYCE  * CO 


101 


The  following  examples  should  be  carefully  practiced  after  the  proceeding  form  has  been  thoroughly  mastered . 


The  chromatic  scale  should  also  be  practiced  in  Thirds  and  Sixths  and  in  contrary  motion  with  the  various 
forms  of  fingering  given  above. 


Still  another  order  of  fingering  for  the  chromatic  scale  and  one  which  is  now  employed  by  some  of  the  great- 
est of  living  pianists  is  here  given.  , J 

R.ff.  ...  . . . 1 ? 1 -S.il 


T TT 
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